But, in spite of The Norton Anthology of African American Literature's association of "optimism" with younger writers, it was in fact the older generation of men of the Harlem Renaissance-generally its editors and critics-who often sounded overly "optimistic." Locke was, as Gates puts it, "always an optimist" (p. 11). In "The New Negro," Locke declared that "the younger generation is vibrant with a new psychology; the new spirit is awake in the masses," while he lauded the "development of a more positive self-respect and self-reliance" and a "rise from social disillusionment to race pride" ("NN," pp. 3, 10, 11). Du Bois registered similar optimism. In his famous 1926 essay "Criteria of Negro Art," he claimed that once the "art of the black folk compells recognition," then "they will ... be rated as human."8 It is precisely this sort of claim by Harlem Renaissance writers that has led contemporary scholars to conclude that the movement was a failure; its aesthetics did not enact its politics. Lewis, for example, has steadfastly maintained that the movement was a "failure." As he puts it, the Harlem Renaissance "was not a success on its own 7. We must not underestimate the importance of photographs for the period's construction of the New Negro, nor for our construction of the Harlem Renaissance. During the first decades of this century, developing technologies of the visual not only enhanced, but functioned as perhaps the primary vehicle of the period's optimistic racial-familial portraiture. Indeed, The Norton Anthology ofAfrican American Literature might have been more on target with its assignment of "unrivalled optimism" to the photographic, rather than the literary, texts of the Harlem Renaissance. This is not to say that all African Americans' photographs from the period were "optimistic"; The Crisis, for example, sometimes published graphic pictures of lynchings. Still, a fairly random selection of photographs from the periodicals The Crisis, Opportunity, and Messenger during the 1920s generally discloses a rather aggressively optimistic visual construction of a thriving black community. Likewise, the photographs of Van DerZee, by far the most well-known Harlem photographer of the day, seem to tell an almost uninterrupted visual narrative of bourgeois material success. Suggestively, Van DerZee's visual texts themselves are generally selected as representative, like the subjects they document. His "Raccoon Couple" picture is without question the single photograph most closely associated with the Renaissance, despite its 1932 date. The male New Negro, with his material prosperity (he possesses both car and woman) is, indeed, at the center of this particular picture. The continuity of vertical risers, from running board to brownstone stairs, underscores the subjects' upward mobility-even in the midst of the Depression. Du Bois describes Quicksand, saying, "There is no 'happy ending' and yet the theme is not defeatist .... Helga Crane sinks at last still master of her whimsical, unsatisfied soul."'3 If you have read the novel, you may find that this description fits neither the protagonist nor the novel's ending particularly well. At the end of the book Helga is sure to die while giving birth to her fifth child. In spite of the novel's obvious grimness, Du Bois is "optimistic" in his reading of it because he believes it represents a New Negro literary subject that he finds not only acceptable, but appealing. "Helga is typical," Du Bois declares, "of the new, honest, young fighting Negro woman-the one on whom 'race' fits negligibly and Life is always first and its wandering path is but darkened, not obliterated by the shadow of the Veil." Again, if you have read the novel, Helga probably does not seem to you to be a woman on whom race "fits negligibly." We can start here in our construction of an alternative "genealogy" for the Harlem Renaissance, one that originates not with the departure and return-that is, the mobility-of black American soldiers, but with the mobility of African American women at the turn of the century, and the period's anxieties about and pressures upon their newly mobilized bodies and texts.14 We must note here that both Du Bois, in his overly optimistic review, and The Norton Anthology of African American Literature, in its deployment of the phrase "unrivalled optimism," are seeking to establish the Harlem Renaissance's distinction from whiteness, from Anglo-American modernism. Du Bois says that "white folk will not like" Quicksand. The Norton Anthology claims that the young Harlem Renaissance writers were simply not "taken by" Eliot's picture of the modern world as a "'Waste Land."' But the Renaissance writers were, in fact, preoccupied by the possibility and the picturing of various modern, and only sometimes racially specific, wastelands. We have seen McKay's diagnosis of a "too thick" and "crazy" Harlem, and of the "world" as a "vast hospital"; we have seen, as well, Larsen's suffocating New York parlors; we have heard Bessie Smith's dim and flooded southern "lowland." Here, interracial distinctions lead to intraracial selection and exclusion: in any fully "optimistic" picture of the movement, the blues are left out entirely, and crucial passages from ca- 
